© Copyright by Colin Yoon, 2021
All rights reserved

CONTROL THEORY
This thesis is presented in partial fulﬁllment of the requirements for the Masters of Fine Arts in Ceramics,
from the department of ceramics, At Rhode Island School of Design, Providence, Rhode Island, USA.
By Colin Yoon, 2021
Approved by Master’s Examination Committee

Lesley Baker, Associate Professor, Department Head, Ceramics Department, Thesis Advisor, Thesis Chair

Katy Schimert, Associate Professor, Graduate Program Director, Ceramics Department, Thesis Advisor

Andrew Raftery, Associate Professor, printmaking Department, Thesis Advisor

Glenn Adamson, Senior Critic, Thesis Advisor

Nicole Cherubini, Senior Critic, Thesis Advisor

2

TABLE OF CONTENTS
Abstract

4

Proposal

5

Acknowledgment

6

Studio Practice

7

Location

8

WaterFire Photos

9

Rhino Renders

23

Cura Slicing

31

Production

39

Photo Galleries

55

Pedestals

85

Conclusion

90

Final Result

91

3

Abstract
When people feel that everything is out of control, their natural response would be
to turn to a designated space to manipulate anything within it, whether a physical
environment or a digital platform. This book expresses the comforts of order and
predictability in response to the chaos and confusion that emerged from the train
wreck known as 2020. After everything that has happened, it’s understandable that
people want to have some semblance of control over something in their lives, as
predictability makes them feel safe, intelligent, and powerful.
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Proposal
For my grad thesis show, I produced a collection of square-shaped porcelain vases.
The vessels would have the same width on all four sides but will vary with seven
different heights. The lowest vase would be about one inch tall, while the tallest
would be four inches tall. The five units between the shortest and tallest designs
would have a 1/2-inch difference between each vessel. The vessels will arrange
into grid structures consisting of 64 units per set. The reason I’m designing square
containers with different heights to make a variety of block-based motion surfaces.
Examples include a hill form, a crater form, and a valley form, all of which can form a
set of 64 vessels.
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Studio Practice
For my studio practice, I find concepts such as “structure” and “order” appealing,
as they remove random variables from an outcome that people may see as
unfavorable or beyond expectations. I’m a process-orientated artist that breaks
down each step of my work to allow replication and variation among my creations,
to refine every line of every plan before committing myself to the process.
Identifying the methodology of each design I make allows me to improve my art
and build on my mistakes and learn from them.
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Location
RISD showcased my thesis at The WaterFire Arts Center. When I saw the space for
the first time, I knew that I wanted to create a piece that would complement the
industrial textures of the gallery space. I took photos of all of the textures and colors
to present within the event space to serve as reference material. A typical pattern
that I found is that most of the colors within the room naturally occur from the
materials that make up the building. Examples include:
• A Terra-cotta red from the bricks.
• A copper green from an oxidized beam.
• A dark blue from tinted glass.
This analysis made me want to make a ceramic piece that embraces the color of the
clay itself. The material I decided to use is porcelain because of its semi-transparent
properties.
Address: 475 Valley St, Providence, RI 02908
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THE WATERFIRE ARTS CENTER
Photos
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RHINO RENDERS
Modeling

Process: Modeling
I made the vessel designs in Rhinoceros 7 modeling software. Each model has to
be a closed-form to be manufactured with a 3D printed, whether out of plastic or
clay. After converting the designs into STL (Standard Tessellation Language) files, I
uploaded them onto Cura. This 3D printing software converts digital models into
G-Code files that automated machine tools can read for manufacturing.
For each clay print, the original size of the models will be scaled up to factor the
clay’s total shrinkage rate by the time it’s vitrified from glaze firing. I plan to use
the porcelain clay that has a 12 percent shrinkage rate from green-ware to bisque
to glaze fired. With this factor, I will make my designs 12 percent bigger if I want
a ceramic piece with specific dimensions, as the extra volume will balance out the
shrinkage rate by the time it’s glaze-fired.
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DIGITAL MODELS
Run by Rhinoceros computer-aided design (CAD) application
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DIGITAL MODELS
Run by Keyshot 3d rendering software
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CURA SLICING
G-codes

SIZE & TIME

Big Vessel 1

Small Vessels

Note: Run by Ultimaker Cura slicing application

Big Vessel 2

Big Vessel 3

Big Vessel 4

Big Vessel 5

Big Vessel 6

Big Vessel 7
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DIGITAL MODELS
Small Vessels

Note: Run by Ultimaker Cura slicing application
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SIZE & TIME

Medium Vessel 1

Medium Vessels

Note: Run by Ultimaker Cura slicing application

Medium Vessel 2

Medium Vessel 3

Medium Vessel 4

Medium Vessel 5

Medium Vessel 6

Medium Vessel 7
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DIGITAL MODELS
Medium Vessels

Note: Run by Ultimaker Cura slicing application
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SIZE & TIME

Big Vessel 1

Big Vessels

Note: Run by Ultimaker Cura slicing application

Big Vessel 2

Big Vessel 3

Big Vessel 4

Big Vessel 5

Big Vessel 6

Big Vessel 7
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DIGITAL MODELS
Big Vessels

Note: Run by Ultimaker Cura slicing application
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SETTINGS
Ultimaker Cura slicing application printing settings
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PRODUCTION
Potter Bot

Process: Production
For rapid production, I used the 3D potter bot to produce ceramic vessels from
computer models. I will make each print on 3/16th inch clay slabs. To ensure
consistency with thickness, I will use 3/16 wood dowels as spacers with a rolling pin.

Notes:
Don’t roll slabs on the base plates. They will cause the whole print to stick to the
board. Trimming is preferred during the leather-hard stage, as the form will be hard
enough to handle the vessel without warping it while also soft enough to cut with
tools. Let the work dry slowly. If the work dries too fast, the printed layers may split.

Materials:

• 200 lbs of ST 257 Grolleg Porcelain ^8-10
• 10300 gram batch of Clear 1234 glaze
- 4000 grams of Custer Feldspar
- 3000 grams of Whiting
- 2000 grams of EPK (Edgar Plastic Kaolin)
- 1000 grams of Flint (Silica)
- 300 grams of Bentonite
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PHOTO GALLERY
Small Vessels
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PHOTO GALLERY
Medium Vessels
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PHOTO GALLERY
Big Vessels
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Display
I see the pedestal as just as necessary as the art piece on top of it. It connects the art
to the environment that it stands in. The pedestals compose of ¾ inch plywood that
has been miter joined for a seamless finish. Substructures are painted with a tinted
light gray primer to connect the celadon-tinted porcelain pieces to the dark gray
floors of the Firewater center.

Pedestals Dimensions:
• 10” x 10” x 1’1”
• 1’7” x 1’7” x 11”
• 2’4” x 2’4” x 9”

Primary Materials:

• 2 sheets of Baltic Birch Plywood 3/4” x 60” x 60”
• 32 fluid oz of C2 One Primer - tinted C2-979 (Salt Water)

Secondary Materials:
• Wood glue
• Wood putty
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PEDESTALS
Display
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Vessel 3.7

Salt Water

C2-979
C2-463

475 Valley St, Providence, RI 02908
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Conclusion
As 2020 made me uncertain about the future, I wanted to be in absolute control
of my studio practice. The more I understand each step in my studio process, the
more I feel secure over what I make, as I can control what I can change to improve
a design rather than rolling the dice. I am aware that ceramics has many variables
before the final result, which is why I’m devoting myself to understand each part
of my practice ranging from the materials, the processes, and the firings. Control
Theory is a complication of everything that I know into a refined collection of
multiple pieces that make up a larger display. The last two years have pushed me
far beyond my comfort zone through honest criticism, continuous refinement, and
precious studio experiences.

90

FINAL RESULT
Photos
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